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Miguel de Unamuno's novels, plays and poetry have often been studied as expressions of his philosophy, psychology, and life experience. This was not surprising in the early and even middle part of this century, given the emphasis on a biographical, philosophical, or psychological approach to literature. Starting with New Criticism, however, and continuing on to the present, literary theory has eschewed approaches that foreground the author, preferring to focus primarily on the text or the reader. While it is true that the text is always in some way a revelation of the author's self, it is also inevitably a creation of an "other." The "otherness" of the text is of a richness hitherto unimagined, as evidenced by the multitude of literary theories that have surfaced in recent years in an attempt to explain and explore its many facets. Limiting myself to Mikhail Bakhtin's theory of the novel, I propose to analyze one of Unamuno's most frequently studied works, his novel Niebla, to illustrate how the application of new theories can enrich our reading of the text.
In his essay "Discourse in the Novel," Bakhtin argues that the novel is characterized by speech diversity, by "heteroglossia," which the novelist welcomes and exploits and which enters into a dialogic relationship with his or her own voice.' Consequently, the novel should not be viewed as having a single style, as expressing a single voice, but as a dynamic interaction between a variety of incorporated languages. The authorial voice is only one among many and it is constantly challenged, muted, reshaped, or "refracted" in Bakhtin's terms, as it enters into contact with the other languages that are present in the text: "Heteroglossia, once incorporated into the novel (whatever the forms for its incorporation), is another's speech in another's language, serving to express authorial intentions but in a refracted way" (Bakhtin, p. 324). Among the many types of discourse that can be 229 1 incorporated into the novel is that which Bakhtin calls "authoritative discourse" (Bakhtin, p. 342 ff.). The authoritative word is the canon, the language of the predominant ideology, the religious, social, political or even aesthetic dogma of the day. It is by definition single voiced, allowing for no dialogue. It is the language of treatises, some kinds of essays, proclamations of various types, but not of the novel. However, it enters into the novel in the sense that it is constantly being challenged either by the author, who struggles against official discourse to create his or her own language, or by the characters-especially those of the Bildungsroman. As Bakhtin points out, in the process of maturation the character passes through a series of ideological phases, each of which is characterized by the interaction of the character's language and the language of authority (Bakhtin, p. 348).
Unamuno's Niebla is the story of Augusto Perez and his evolution. Critics have hitherto seen this evolution in terms of an existentialist search for self, through which Unamuno expresses his own ideas concerning the problems of personality and immortality.' Augusto is thus seen as an extension of the Unamunan self, and his language is dismissed as authorial discourse. However, if we utilize Bakhtin's ideas to scrutinize Augusto's language we discover an entirely different, and considerably more complex, novelistic construct. In the initial chapters Augusto rambles aimlessly through the streets, in an effort to give some direction to his life. With no real goals, he pursues whatever happens to catch his eye, now a dog, now an attractive young woman. His physical aimlessness is expressed linguistically in a series of monologues in which he rambles on in typical stream of consciousness fashion about disparate topics. The importance of Augusto's language as a key to his character is affirmed by the organization of the initial chapters: first, the reader is immersed in his monologues and occasional dialogues, and then in chapter V, the biographical information is provided. The composite picture reveals an overly protected only son whose life has been organized for him by his mother and the other authority figures with which he has come into contact: the church, the educational system, the literary establishment, and the Spanish bourgeoisie. Augusto has no identity of his own, and consequently he has no authentic voice, no personalized language. In the initial chapters, Augusto speaks to himself as if he were another person, utilizing the language of others, the discourse of the authorities that have formed him. Unamuno's -And therefore, friend Perez, it makes no difference whether you study one woman or several. The point is to go deeply into the study of the woman you select.
-But would it not be better to select two or more, so as to make it a comparative study? For you know that comparative studies are very much the thing just now--Very true, Science is indeed a method of comparison. But in the study of women comparison is unnecessary. He who knows one of them, and knows her well, knows them all; he knows Woman. Moreover, you know that whatever is gained in extension is lost in intensiveness.
-Of course. And I wish to devote myself to the intensive cultivation of women, and not to the extensive. But to at least two, I should say-at least two--No, not to two! On no account! If you cannot be content to study one-which seems to me the better plan, and certainly enough of a task-then you must study at least three. Duality is inconclusive.
-Duality inconclusive? how is that? -It's very simple. Two lines cannot enclose an area of space. The simplest polygon is a triangle. And so, at least three.
-But the triangle is without volume. The simplest polyhedron is a tetrahedron; and that means at least four.
-But not two! Never! If more than one, then at least three.
But I advise you to go deeply into the study of one.
- 
